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ABSTRACT 


The composer Tudor Jarda prefigured in the Romanian musical life a new dimension of the 
opera compositions, his works being presented in first hearing on the stage of the Cluj-Napoca 
National Opera: Neamul Şoimăreştilor (1959), Pădurea vulturilor (1961), Dreptul la viata 
(1981), Inger şi demon (1989). Being considered an artistic product of the Transylvanian 
spirituality, Tudor Jarda created in Înger si demon pages of remarkable expressivity, a 
consequence of mastering a particular musical language. Through the subjects employed, 
Inger si demon opens a universal conceptual space in which the emphasis shifts from the 
psychological drama to the action of the creative consciousness. 


Keywords: musical language, harmony, tempo, vocality, expressivity 


Premise 


"I want to state from the very beginning that I conceived this work in the idea of 
writing a love poem, in which the characters live the drama of unfulfilled love, caused by 


their belonging to two different worlds. I considered Eminescu’s poetry to be the most 
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appropriate in rendering this content, since in the stanzas of this Romantic poet I found 
expressed powerful feelings of love in lyrical, dramatic or patriotic tinges." 

"The characters are symbolical, the laurelled poet is not Eminescu the poet, but 
represents the genius of the Romanian spirit in its aspiration towards universality. His spirit is 
one with the Evening Star in Eminescu’s poetry, as his fate is similar with the one of the 
genius among mortals. To the verses in the Evening Star: ‘Descend to me, mild Evening-star/ 
Thou canst glide on a beam’ I conferred a musical idea which I conceived ever since my 
youth years, during my student years, an idea which can be ‘heard’ several times during the 
opera. " 

"I worked four years on this opera. At first I intended to entitle it The Evening Star, 
but due to the fact that the entire discourse is permeated by powerful contradictions and 


antinomies, specific nonetheless to Eminescu’s poetry, I entitled it Inger si demon" [3, p. 6]. 


Structure elements 


The opera Înger si demon (Angel and Demon) by Tudor Jarda was composed between 
1985-1989, the premiere being held in 1989 at the Romanian National Opera in Cluj-Napoca, 
in collaboration with the Opera Ensemble of the Gheorghe Dima Music Academy. Not a 
single poetry, as suggested in the title, lays at the basis of the opera on a libretto signed by 
Nicolae Pârvu and the composer himself, but a selection of Eminescu’s poems: "I was 
attracted especially by the verses of this poet and because they were written in a purely 
Romanian rhythmic. They are verses which can be added to any folk melody (...) Full of 
depth and difficult to be expressed musically were the verses of Venere si Madonă on which I 
worked for two years, because each sentence I found to be full of philosophical meanings. All 
of Eminescu’s poetry is full of deep meanings and I tried my music to bear also expression" 
[3, p. 6]. 

The approached theme is life, from the perspective of the genius, "alone and remote 
from the being of the simple mortal" [3, p. 6]. The basic idea of the libretto is the 
communication with the self, with that part which assisted as an attentive witness to all the 
moments of life, to the evocation of imagistic, memorial love. The action of the work 
develops on two levels: human-terrestrial and cosmic or celestial. These levels are 
dramaturgically rendered in the context of four acts (five sections) which confer the opera a 
dramatic and musical structure in which are valorized the principles of contrast, variation and 


gradation. The contrast is manifested in the alternation of the social and lyric-introspective 
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sections with allegoric transpositions, the four great parts of the opera corresponding to the 
four lyrical roles which replace the lyric ego, but which are at the same time the four shapes 
of consciousness in Eminescu’s poetry: Lara (who will later become Catalina), the Evening 
Star (Hyperion), Catalin, and the Demiurgos (representing the collective wisdom). 

In detail, the action of the opera encompasses emblematic manifestations for the 
philosophy of the second half of the 19" century, in different frameworks: 

Act 1 — in a summer garden, on the outskirts of a city, where Laur expresses his social-artistic 
opinions to his two close friends, and afterwards his love for Lara; 
Act 2 — Laur, in an editorial office where he expresses his feelings; the expression of love is 
intensified through a stage metaphor; 
Act 3 — First scene in the salons of the Minister Baleanu is held a soiree; 
— The second scene in Catalina’s room, where in a magical background is presented the 
Poet’s vision, in which he himself becomes the Morning Star, Lara — Catalina, and the 
Demiurgos is Ion. 
Act 4 — on the seashore — "as a contrast element in the last act of the opera I conceived a 
moment to signify the purity — a children’s game — with a folk-based melody, which will take 
the shape of a storm with lightning from nature, with the poet’s cries of pain, which I wrote 
this time on the verses of a posthumous piece, entitled Andrei Mureşanu" [3, p. 6]. 

One must see the minuteness with which the author notes the dramatic path of the 
action, detail stage directions which accompany the musical text along the entire development 
of the score: with the fist on the table, imitating, he notices the old student who sleeps on the 
table, raises his hand, turns over, shows the letter, returns to the table, wants to make a 
movement, stops him, almost bows, tries to cover I., who having nothing to to with the glass, 


drinks its content in secret, hesitates to enter when hearing B’s voice. 


Elements of musical language 


Tudor Jarda’s technique of composition is based on a harmonic vision in consonance 
with the melodic one, by excellence inspired from the Transylvanian folklore. Even since his 
youth years the composer valorized the village folklore: through the prism of the simple 
modal harmony, with frequent subdominant cadences and the ‘major — minor’ dualism. A 
superior stage in the evolution of his harmonic language can be seen in the modal-chromatic 
development of the melody, through which the harmony was blended with the theme which 


the composer conceived in folk style. 
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In a harmony coursebook he published (Armonia modala cu aplicații la cântecul 
popular românesc), Tudor Jarda exposes the technique of overlapping the melodic-harmonic 
discourse in his works, made particular through a harmonization of the modes in which he 
employs: homogenous overlappings (three note melodies with a sixth, five note chords), fifth 
structures, chords of 6-12 notes (harmonic conglomerates), harmonic pedals (amplified, 
shifted), parallel movements, major-minor parallels, homonymous replacements (subtone in a 
major mode) etc. [1, p. 4]. 

Along Inger si demon the harmony derives from relating some modal structures which 
combine tetrads, pentads or even chords of nine notes, parallels, combinations of secondary 
note functions, overlappings of major and minor thirds, false relations with types of chords 


belonging to the tonal-functional system and structures outside a certain mode or tonality 


(chords of 6-12 notes) as in the following cases: 


Examplel: Fourth chords (Act 1, 3) 


Example 3: Chords with diminished octave (Act 1) 


= 


Example 4: Chords belonging to bi-tonal structures (Act 1) 
hs Z n 
2 z 


Example 5: Sonorous conglomerate (a chord which comprises the whole chromatism) (Act 1) 


Example 6: A chord formed of nearby seconds (diatonic cluster) (Act 1) 
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Example 7: Chromatic cluster in large range (Act 2) 


be 
== 


cE =a 


lll 


In Inger si demon, the composition parameters in which the author excelled are the 
ones of harmony and orchestration. The way of instrumentation of Tudor Jarda resembles the 
one of his predecessors: Martian Negrea, Mihail Andricu; with an aerated writing, with calm 
transparencies in which the pure timbres are highlighted, the doubles are never oversized, the 
number of instruments is not too large. In this context the sonorous efficiency is at maximum, 
the musical art with rustic shades is sometimes embedded by the spirit of avant-garde music 
of the 20" century. Sonorities characteristic to Transylvanian spirituality (horns, bucium, 
pipes) are invoked and the last part of the opera is conceived in an original manner: "I 
imagined it at first in sounds of alphorns, many, a hundred, which bring forth the atmosphere 
of the mioritic realm. Being difficult to achieve I brought on the stage a little shepherd who 
with his child’s voice creates a bright, open vision on the perspective of life" [3, p. 6]. 

The composer’s musical language is consonant with the dramaturgic content, opposing 
music of different features: party songs, waltzes — "the parody of select bourgeois society 
manners” [5, p. 6], with lyrical moments of noteworthy expressivity. Folk inflections are 
noticeable in the dance of Catalina — Catalin (ballet roles), the choreography becomes 
suggestive relying on a lyrical musical background, with a powerful Romantic scent. 

The tonal-modal sonorities of Tudor Jarda’s compositions combine the modal diatonic 
specific to Romanian folk music, with chromatic versions of the modes, that often realise in 
Inger si demon structures of: Dorian with the subdominant augmented, Lydian with the 2" 
and 7" notes altered, chromatic acoustic. This last mode, considered by the author as a 
modified Ionian, with the leading of the dominant and with subtonic [1, p. 139], is often 
prefigured in the horizontal and vertical plane: 


Example 8: Acoustic chromatized mode (Act 1) 


Ott Ee 


a 
Mi 


38 


A technique frequently employed by Tudor Jarda along the opera is the unison. "I 
have always considered the unison as a procedure of great expressive strength, much 
valorized in contrast with the pluri-melodic writing. In the reality of our folk music it is found 
in group vocal songs, in carols, harvest songs and so on or in instrumental groups with the 
pipe and bagpipe players" [1, p. 104]. The altered version of the same melody creates 
moments of heterophony — a dimension derived also from the folklore, which is placed at the 
boundary between the horizontal and vertical lines of the musical discourse. The heterophony 
is noticeable in several works of the composer, frequent in instances of simultaneous 
arrangement of a thematic content to several voices, a permanent oscillation between unison 
and multivocality. 

We note the recurrent usage of the harmonic pedal "simple or double, as a held note or 
chord, represents the most simple way to amplify the sonorous apparatus, the most simple 
harmonic procedure" [1, p. 77]. The formation of a pedal from the sonorous content of the 
melody represents a commonly used way of harmonization and of choral writing. When the 
sounds of the melody are not completely comprised in the beginning of the harmonic 
sequence, the pedal represents a solution of rare beauty by its very simplicity. 


Example 9: Harmonic pedal (Act 4) 


eg a i 
S S £ 


42. 2 
aes x 3 
b b $ 
z =" = = f AT E pef f pef E 
at t i EEEE 


Making the vocality expressive 


Analysing the melos of soloist interventions, we note a vocal writing specific to this 
composer, noted in a register and dynamic range that do not overpass the limits of human 
voice (between ppp and shouted ff). The expressivity requested from the performer may be 
seen in the moments in which through different vocal exigencies is to be outlined an extended 
timbral sweep, employing various dynamic steps (eg: pp, almost pp, quasi pp, meno pp, pp 
possibile), multiple possibilities of sound articulation: portato, staccato, mezza voce, 
recitando, parlato etc. The vocal writing is configured through melodic profiles in which 
nearby movement is preferred, sometimes using parallel successions between the voices that 


evolve at the same time: 
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Example 10: Parallel melodic movements (Act 1) 


on ( 


Să-l mâncăm pe I - bra - him Să-lmân căm pe I- bra - him Să-l mâncăm pe I - bra - him 


Bass 


Sa-l mén-cim pe I- bra-him Saé-l mân-căm pe I- bra-him Să-l mân-căm pe I- bra-him 


The leaps may be embedded in frames specific to tonal-functional constructions, 
having arpeggio values: 


Example 11: Arpeggio writing (Act 1) 


Baritone EES 2: =i s or Et g = 


Sunt stu-dent in stu-den-ti-e $i beau vin la ve-se-li-e 


The leaps that foresee augmented ort diminished intervals mark the composer’s 
belonging to a type of chromatism which is justifiable through the tonal-modal technique, in 
fact the sounds D and D flat represent the chromatic oscillation specific to the modal: 
Example 12: Chromatic oscillation (Act 2) 


a SSS 


Mur - i ca - bul cel de ti- nă 


We note the presence of the reversed chromatic archtype in the melodic development, 
a formula frequently met with the melodic of neo-modalist composers: 


Example 13: Reversed chromatism (Act I) 


S285 


da - vol a mea li - Sa cant dra-gos-tea 


A vocal effect to which the composer resorts is the sprechgesang, which can be noted 
with ad libitum sounds or can be deduced by the repetitive movement of the sounds, 
conferring a recitative character to the fragment: 


Example 14: Sprechgesang 


a= = Bleep uy aros 


ecg bi ba mus ecs - ga re-ce, bra-ga bu- na, bra-ga ief-ti-na si bu-na 


The relation tempo-agogics 


The ambiance, spiritual and sentimental states are expressed by the composer through 


an agogics in continuous metamorphosation, based on frequent changes in tempo, associated 
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with intensity changes. The agogic expressivity is marked in the score by the development 
and continuous transformation of some elements of the musical discourse such as: different 
rhythmic and metric developments, different directions of the melodic lines, harmonic 
successions (expansive, depressive, neutral), contrasting dynamic-intensive lines. In this 
context, the author’s request of tempo generates, along with the complexity of his composing 
language, an expressivity specific to the composer, built on a melodicity with strong folk 
imprints. 

"The tempo confers the rhythm the degree of tension and, through this, the impression 
of more or less active presence of the rhythm" [4, p. 14]. This way, the tempo is considered a 
complex phenomenon that emerges in a permanent connection with the musical rhythm, 
generating "clearly marked expressions in the characters." The rhythmic structures 
encountered along the development of this opera contour opposing rhythmic systems: giusto 
and rubato, which bestow on the rhythm a distinct expressivity, specific to the works based on 
folk music: "let us never forget that the tempo is an element of rhythm and that, consequently, 
the rhythm is a master to himself in conferring expression through its elements: durations, 
intensities and tempo" [4, p. 14]. 


Figure 1: Graphic of the succession of tempo in Act 1 


Repere din partitura 


In a graphic representation of the tempos indicated by the author along the four acts 
related to the reference point in the score, we may notice the frequent option of the author for 
sudden changes in movement, corresponding to the dramatic contrasts in the plot. The choice 
for rapid tempos is obvious; the idea of opposing musical segments by contrast of movement 
is also dominant. Only at the beginning and towards the end of the first act are used 
progressive changes in tempo: 

Figure 2: Graphic totalling the succession of tempo in Acts I (red), II (green), HI 
(lila), IV (orange). 


4] 


A general view on the evolution of tempo along the four acts of the opera Inger si 
demon demonstrates the fact that this parameter represents an important factor in the agogic 
variation, an essential coordinate of making expressive the musical discourse. 

Considered a product of Transylvanian spirituality, Tudor Jarda enables, by the means 
of his technique of composition, the preservation of a valuable folk repertoire, explored 


through the assiduous study of a life-time passion. 
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